Duje Jurić – the tireless interpreter of space by Prelog, Petar
It is February 2004. Duje JuriÊ contin-
ues his intensive exhibition tempo by
presenting his new pieces in the Zagreb gal-
leries Beck and 01. This time, he has exhi-
bited mobiles and mobiles-paintings with
recognisable geometrical and grid-like struc-
tures, which have become trademarks of
his artistic work. By introducing kinetic fea-
tures in his art, JuriÊ has literally liberated
the painting from the wall and its stagnan-
cy and thus approached the key determi-
nants of his former opus - his interest for
space and the creation of optical illusions -
in a new way. It is another interesting step
in the artist's strategy of active rethinking of
crucial moments in the relatively recent his-
tory of visual arts - a sort of homage and
acknowledgment dedicated to the New
Tendencies (Nove tendencije), without
whose heritage his works would not have
acquired their firmly determined meanings
or evoked well-known associations. This is
evidence for the fact that we are dealing he-
re with an artist with an acute awareness of
the space and time in which he is creating.
However, the New Tendencies are by
no means the only point of reference in
JuriÊ's fruitful activity. In 1983, an exhibi-
tion entitled Minimalism in Yugoslavia took
place in the Gallery of Contemporary Art in
Zagreb. It surveyed the activity of a number
of artists, who introduced into our domestic
art a sort of visual language that would
prove of great importance for the genesis of
JuriÊ's expression. The author of the exhibi-
tion concept, Marijan Susovski, explained
the differences between minimalism and
the New Tendencies through the fact that
"the division between these two movements
is the result of two opposite tendencies,
even though their outcome sometimes ma-
kes them appear identical." The New Ten-
dencies, said Susovski, "take as their start-
ing point the precise mathematical basis
underlying a work of art, the permutation of
numbers, the almost scientific methods
that enable precise manipulation of con-
struction elements in a work, beginning
with the possibility of creating multiples,
kinetics, and optical experience of its innu-
merable variants or segments." Unlike that,
minimalist works are created on the basis
of less rigorous principles, "they are results
of a more intuitive approach of the author,
of a more personal experience of forms" and
are therefore oriented primarily towards
"sensations arising from the confrontation of
contrasted shapes, colours, and surfaces." 1
VeljaËa je 2004. godine. Duje JuriÊ
nastavio je svoj intenzivni izlagaËki
ritam predstavivπi nove radove u zagrebaË-
kim galerijama Beck i 01. Ovoga puta izloæio
je mobile i mobile-slike s prepoznatljivim
geometrijskim i reπetkastim strukturama koje
su postale zaπtitnim znakom njegova
stvaralaπtva. UvodeÊi u svoju umjetnost ki-
netiËka svojstva, JuriÊ sliku doslovno osloba-
a od zida i statiËnosti te tako na nov naËin
pristupa kljuËnim odrednicama svoga dosa-
daπnjeg opusa - interesu za prostor i stvara-
nju optiËkih iluzija. RijeË je o joπ jednoj
zanimljivoj postaji u umjetnikovoj strategiji
aktivnog promiπljanja vaænih trenutaka ne
tako davne likovne proπlosti - svojevrsnoj
posveti i zahvali Novim tendencijama, bez
Ëije ostavπtine njegova djela danas ne bi
posjedovala Ëvrsto odreena znaËenja i bu-
dila dobro poznate asocijacije. To svjedoËi
da je pred nama umjetnik s oblikovanom svi-
jeπÊu o prostoru i vremenu u kojemu stvara.
Nove tendencije, pak, zasigurno nisu
jedina toËka JuriÊevih plodnih osvrtanja.
Godine 1983. u zagrebaËkoj Galeriji suvre-
mene umjetnosti odræana je izloæba Mini-
malizam u Jugoslaviji, presjek djelovanja
umjetnika koji su u naπu sredinu uveli onu
vrstu likovnog govora koja Êe se za genezu
JuriÊeva izriËaja takoer pokazati neobiËno
vaænom. Autor koncepcije izloæbe, Marijan
Susovski, objaπnjava razlike izmeu mini-
malizma i Novih tendencija tvrdeÊi da "raz-
graniËenost izmeu ova dva pokreta proiz-
lazi iz dvije suprotne teænje, iako se
ponekad, s obzirom na rezultat, Ëini da su
one identiËne". Nove tendencije, kako istiËe
Susovski, "polaze od toËne matematiËke
zasnovanosti umjetniËkog djela, permutaci-
je brojeva, gotovo znanstvenih metoda koje
omoguÊuju preciznu manipulaciju gradivnih
elemenata djela, od moguÊnosti stvaranja
multipla, kinetiËnosti i optiËkog doæivljava-
nja bezbroja varijanti ili segmenata djela".
MinimalistiËki radovi, s druge strane, nasta-
ju na manje strogim principima. "Oni su
rezultat intuitivnijeg pristupa autora, osob-
nijeg doæivljavanja formi" te su ponajprije
usmjereni na "senzacije koje proizlaze iz
suËeljavanja kontrastnih oblika, boja i
ploha".1 Pogledamo li najveÊi dio opusa
Duje JuriÊa, a znajuÊi da je njegovo djelo
sretna sinteza egzaktnoga i intuicije, posta-
je potpuno jasno da se radi o umjetniku koji
je baπtinik obaju pristupa stvaranju umjet-
niËkog djela.
Nedugo nakon te izloæbe, 1984. godi-
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If we look at the great part of JuriÊ’s opus,
keeping in mind that it is a happy synthesis
of the exact and the intuitive, it becomes
perfectly clear that we are dealing here with
an artist who is the heir of both approach-
es to the creation of a work of art.
Soon after the mentioned exhibition,
in 1984, Duje JuriÊ introduced himself to
the public with his first solo-exhibition at
the Vladimir Nazor Gallery. Even though he
did not embrace minimalist determinants at
first, his works displayed significant differ-
ences with respect to those of the genera-
tion of "new painters", who were precisely
in those years experiencing their fulfilment
in regaining the joy of painting. JuriÊ,
namely, flirted with the heritage of informel
art, introducing geometrical structures as
the basis for informel art procedures. In this
first phase of his artistic activity, one could
observe figural elements with occasional
cubist patterns, but also his permanent
desire to suspend the two-dimensionality of
the painting. That was certainly the period
of searching for an appropriate visual
expression, while the "exploitation of art-
historical patterns," to quote Antun
MaraËiÊ, "only functioned as a buffer and a
catalyst, a tool such as the membrane or
the mimicry, while searching for one's
essence and identity." 2
JuriÊ took a great turn in his work in
1987, with an action at the PM Gallery
entitled Self-Destructions. As an artist that
had always taken great responsibility with
regard to his artistic activity, and had often
been critical towards his own work, but
also dissatisfied with the possibilities of
solving basic problems of existence, he
resorted to an act that was primarily meant
as a protest - destroying his paintings
before an audience. The second re-exami-
nation of the meaning of his own art took
place in 1994, at the Zvonimir Gallery. On
that occasion, he left his canvases blank,
placing around each of them eight copies of
paintings by twentieth-century classics.
Square forms bearing names of the artists
were added (from Tristan Tzara and Joseph
Beuys to Carl Andre and Nam June Paik),
an entire imaginary museum testifying of
today’s attentiveness to the state of art.
JuriÊ was namely well aware of the fact that
those personalities had shaped important
chapters in twentieth-century art, influenc-
ing our own perception regarding the possi-
bilities of artistic expression, today as well
as in the future. Tending towards the effect
samostalnom izloæbom u Galeriji Vladimir
Nazor. Iako isprva ne usvaja odrednice mi-
nimalizma, njegova djela znatno se razliku-
ju od radova umjetnika "novoslikarske" gene-
racije, koji svoje ostvarenje upravo tih go-
dina pronalaze u ponovno osvojenom uæitku
slikanja. JuriÊ, naime, koketira s baπtinom
enformela, uvodeÊi geometrijske strukture
kao podlogu enformelistiËkim postupcima.
U prvoj fazi njegova umjetniËkog djelovanja
prisutni su i figuralni elementi s pojedinim
kubistiËkim obrascima, ali i stalna æelja za
poniπtavanjem dvodimenzionalnosti slike.
Ovo je, svakako, bilo vrijeme potrage za
odgovarajuÊim osobnim likovnim izrazom,
a "eksploatacija povijesno-umjetniËkih
obrazaca", kako piπe Antun MaraËiÊ, "tek je
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amortizirajuÊi i katalizirajuÊi faktor, sredst-
vo, kao i membrana ili mimikrija, u traæenju
esencije, vlastita identiteta".2
Do velikog preokreta u JuriÊevu opusu
dolazi 1987. godine akcijom Autodes-
trukcije u Galeriji PM. Kao umjetnik koji je
oduvijek osjeÊao veliku odgovornost prema
umjetniËkom djelovanju, Ëesto kritiËan pre-
ma vlastitom radu, ali i nezadovoljan mo-
guÊnostima rjeπavanja osnovnih egzistenci-
jalnih problema, pristupio je Ëinu koji je
ponajprije imao znaËenje protesta - uniπta-
vanju svojih slika pred publikom. Drugi pu-
ta JuriÊ se zapitao o svrhovitosti vlastita
stvaralaπtva 1994. godine u Galeriji Zvoni-
mir. Tada je platna ostavio praznima, a oko
njih je postavio po osam kopija slika klasi-
ka dvadesetog stoljeÊa. Takoer, tu su i
kvadratne forme s imenima umjetnika (od,
primjerice, Tristana Tzare i Josepha Be-
uysa, do Carla Andrea i Nama Junea Paika)
- Ëitav imaginarni muzej kao dokaz svijesti
o stanju umjetnosti danaπnjice. JuriÊ,
naime, zna da su to osobnosti koje su obli-
kovale vaæna poglavlja umjetniËkog stva-
ralaπtva dvadesetog stoljeÊa, utjeËuÊi tako i
na naπu percepciju moguÊnosti umjetniËkog
izraæavanja danas i u buduÊnosti. Sklon
uËinku performansa, JuriÊ na otvorenju iz-
loæbe odijeva baloner i πeπir "ureπene" istim
imenima. RaËunajuÊi na "energiju praznog
platna" 3 autor se, poput –ure Sedera neko-
liko desetljeÊa ranije,4 upitao o daljnjim
moguÊnostima slike i slikanja, ali je, ob-
znanivπi imena vaænih mu umjetnika, odmah
ponudio i odgovor, postavljajuÊi eklektici-
of performance, JuriÊ came to his ver-
nissage wearing a trenchcoat and a hat that
were "decorated" with the same names.
Counting upon the "energy of an empty can-
vas," 3 the author asked himself, just like
–uro Seder several decades before him,4
about the further possibilities of painting,
but offered the answer at once through the
names of artists that he considered impor-
tant, proposing eclecticism, as Antun
MaraËiÊ concluded, "as the conceptual
manifesto." 5
Between those two exhibitions - the
protest-like Self-Destructions, which mar-
ked the end of a creative period, and the
Paintings-Installations at the Zvonimir
Gallery, which had the character of ques-
tioning the possibilities for artistic activity in
the last decade of the twentieth century -
JuriÊ used his "Knifer-like" persistence and
consistence in order to build a recognisable
visual expression based upon the experi-
ence of geometric abstraction, with fre-
quent op-art effects. Nevertheless, space
remained his central preoccupation - using
the language of geometric abstraction, he
sought, above all, to investigate a spatial
step forward. He is a painter who sends a
message with his work, a message that he
is not limited by the two-dimensionality of
the surface that is to be painted. Apart from
several successful ambiences, in which he
"conquered" the space by painting the entire
walls of the gallery, this is evident from the
fact that he consistently created an illusion
of space in the paintings themselves or
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sought to turn them into objects. By paint-
ing "tubes", a sort of tubular illusions, the
elements of which were often recognised by
the art critics as interpreting a segment of
the visual vocabulary of Fernand Léger,
JuriÊ achieved the impression of the third
dimension in a fascinating way, through the
precise usage of a range of hues, from
white to black.
In 1997, after the exhibition at the
Gradska Gallery in Zagreb, where he pre-
sented pieces with interpolated wooden
spheres as the factor of transforming paint-
ings into objects, JuriÊ was present at the
large exhibition held at the Museum of
Contemporary Art, where he once again
used the real dimensional shift of paintings-
installations, reasserting his position that
"the issue of painting should not be defined
and constrained by the given painting sur-
face." 6 By emphasizing the endless possi-
bilities and variations of folding squares,
Duje JuriÊ proved again that seriality is an
inexorable constituent of his work. In his
case, namely, a series of works reveals the
dynamic character of the process of cre-
ation, it articulates the unity of space in
which it is exhibited, and always means
more than a single piece, isolated or taken
out of context, would do. The possibilities
of continuing a series are endless and JuriÊ
often emphases this fact by placing paint-
ings next to each other, creating a series or
a sort of frieze, which can be several meters
long. 
It should be particularly emphasized
that JuriÊ has insisted on achromatic com-
zam, kako zakljuËuje Antun MaraËiÊ, "kao
konceptualni manifest". 5
Izmeu tih dviju izloæbi - protestnih
Autodestrukcija sa znaËenjem kraja jednog
umjetnikova stvaralaËkog razdoblja te
Slika-instalacija u Galeriji Zvonimir, koje su
imale karakter upitanosti nad moguÊnoπÊu
umjetniËkog djelovanja u posljednjem de-
setljeÊu dvadesetog stoljeÊa - JuriÊ je "kni-
ferovskom" upornoπÊu i dosljednoπÊu izgra-
dio prepoznatljiv likovni izraz temeljen na
iskustvima geometrijske apstrakcije, s Ëes-
tim op-artistiËkim efektima. Ipak, srediπnja
umjetnikova preokupacija i dalje ostaje pro-
stor - sluæeÊi se jezikom geometrijske ap-
strakcije, JuriÊ æeli istraæiti ponajprije pros-
torni iskorak. On je slikar koji svojim djelom
poruËuje da ga ne ograniËava dvodimen-
zionalnost slikarske povrπine. O tome, osim
nekoliko uspjelih ambijenata u kojima je
prostor "osvojen" oslikavanjem Ëitavih gale-
rijskih zidova, svjedoËi i Ëinjenica umjetni-
kova postojanog stvaranja iluzije prostora u
samim slikama ili nastojanja pretvaranja
slike u objekt. Slikanjem "oblica", svoje-
vrsne iluzije cijevi, elementa koji je likovna
kritika viπe puta prepoznala kao interpre-
taciju jednoga segmenta likovnog vokabu-
lara Fernanda Légera, JuriÊ na fascinantan
naËin, precizno koristeÊi raspon tonova od
bijeloga prema crnome, postiæe dojam treÊe
dimenzije.
Nakon πto je 1995. godine u Galeriji
Gradska u Zagrebu izloæio radove s inter-
poliranim drvenim kuglama kao Ëimbeni-
kom pretvaranja slika u objekte, na velikoj
izloæbi u Muzeju suvremene umjetnosti joπ
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je jednom stvarnim dimenzionalnim poma-
kom slika-instalacija potvrdio svoj stav da
"slikarsku problematiku ne treba definirati i
ograniËavati zadanom slikarskom povrπi-
nom".6 I tada, istiËuÊi beskonaËne moguÊ-
nosti variranja preklapanja kvadrata, Duje
JuriÊ ponovno dokazuje da je serijalnost
nezaobilazna sastavnica njegova rada. U
njegovu Êe sluËaju, naime, serija uradaka
pokazati dinamiËan karakter stvaralaËkog
procesa; ona Êe artikulirati cjelinu prostora
u kojem je izloæena te uvijek znaËiti mnogo
viπe od jednoga djela, izdvojenog ili izvu-
Ëenog iz konteksta. MoguÊnosti nastavlja-
nja serije su beskonaËne, a Duje JuriÊ Ëesto
Êe to u svome opusu naglaπavati postav-
ljanjem slika jedne do druge, stvaranjem
niza, svojevrsnih frizova dugaËkih i po ne-
koliko metara.
Posebno valja naglasiti da je JuriÊ u
najveÊem dijelu svoga opusa ustrajavao na
akromatskim kombinacijama - crna, bijela i
siva pokazale su se najËeπÊe dovoljnima za
isticanje temeljnih postulata njegova umjet-
niËkog stava. U tom kontekstu, kao joπ
jedna od prekretnica, javlja se izloæba u
Galeriji CEKAO 1995. godine, kada se boja
na efektan naËin vratila u njegovu umjet-
nost. IzlaæuÊi male monokromne slike na
kojma se nalazi ispisan naziv pojedine boje,
umjetnik jasno proklamira njezin povratak.
VeÊ Êe iduÊe godine, u novom ciklusu slika-
instalacija u Galeriji Galæenica u Velikoj
Gorici, suËeliti upravo  kromatski i akro-
matski princip.
Posebno vaæan ambijentalni uradak
JuriÊ je ostvario 1997. godine u zagrebaË-
binations throughout most of his opus -
black, white, and grey mostly proved suffi-
cient to underline the basic tenets of his
artistic stance. This was the context of
another turning point: the exhibition at the
CEKAO Gallery in 1995, when colour made
an effective comeback into his art. By
exhibiting small monochromatic paintings,
on which words denoting particular colours
were inscribed, the artist manifestly pro-
claimed the return of colour. Only a year
after that, he would contrast the chromatic
and the achromatic principles in a new
cycle of paintings-installations, exhibited at
the Galæenica Gallery in Velika Gorica.
In 1995, JuriÊ created an especially
important ambience piece for the Karas
Gallery in Zagreb, which he entitled The
Cage of My Soul - The Soul of My Cage. By
painting the walls of the basement, mezza-
nine, and the first floor of the gallery, he
conquered the space completely. The over-
lapping vertical and horizontal lines formed
the well-known grid structure, which creat-
ed an optical illusion with its dynamic fea-
tures, completing the impression of the
ambience. By writing out a text on the wall
in the basement of the gallery, the artist
gave a possible direction for reading his
work. The text: "SOUL OF MY CAGE", with
a fake mirror reflection that said: "CAGE OF
MY SOUL", pointed towards a latent exis-
tentialist subtext of the artist’s creative
work as a whole. "In this way," wrote Antun
MaraËiÊ in the preface to the exhibition cat-
alogue, "JuriÊ directs our perception, draw-
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between the physical body (the metaphor
of the cage), that is, the body of the paint-
ing or the outer shell of the gallery space,
and that which makes it alive and repre-
sents its spirituality (soul)."7 Visually speak-
ing, and particularly in terms of the rela-
tionship between the chromatic and the
achromatic aspects of JuriÊ’s work, a spe-
cial role was played by the three vertical
stripes of colours - red, blue, and yellow.
Such symbolic accentuation of colour
enabled the spectator to imagine a sort of
"coloured cage".
Duje JuriÊ continued his investigation
of painter’s possibilities in interpreting
space. In 1999, at the Josip RaËiÊ Gallery,
he made another attempt to paint the entire
walls. The basic idea was to cover them
with a net of broken, meander stripes that
would suggest, through the dynamics of
their overlapping, an impression of a hard-
ly readable labyrinth. The same net, with
"tubes" as firm vertical support, would reap-
pear on the canvases that the artist intend-
ed to place on the painted walls, incorpo-
rating them completely in the unity of the
ambience. However, this mimicry game
could not be realised because of the bad
condition of the walls, so the canvases
functioned separately, as products of the
"practice of raster encoding," which Zdenko
Rus termed "the aesthetics of densely paint-
ed geometry." 8
Incorporating texts into paintings is
another well-known artistic strategy of
JuriÊ, by which he underlines the multi-
leveled meaning of his works. The most
extensive use of text so far was presented at
the exhibition of the Painting/Book cycle in
2000, at the Beck Gallery. The artist used
the raster of horizontal and vertical lines of
varied thickness in order to write out words,
and then he repeated this procedure to
exhaustion, achieving powerful dynamic
effects. This time, they did not result exclu-
sively from the interwoven fabric of hori-
zontal, vertical, or meander stripes - a geo-
metric net that generated optical effects
through its intensive inner rhythm. The
impression of vertigo was additionally rein-
forced by the multiplicity of words - torn out
of sentences, out of all contexts, which he
had copied from selected books that meant
something to him - words that flowed in
various directions and in several layers,
without any interaction. According to Ivica
Æupan, the Paintings/Books of JuriÊ visual-
ized the artist’s experience of the relation-
koj Galeriji Karas, naslovivπi ga Kavez moje
duπe - Duπa mog kaveza. Oslikavanjem
zidova prizemlja, polukata i kata galerije
prostor je osvojen u potpunosti. Preklapa-
njem okomitih i vodoravnih traka stvorena
je prepoznatljiva reπetkasta konstrukcija
koja svojim dinamiËkim svojstvima stvara
optiËku iluziju, upotpunjujuÊi tako ambijen-
talni dojam. Umjetnik nas, ispisivanjem
teksta na zidu u prizemlju galerije, upuÊuje
na moguÊnost Ëitanja ovoga djela. Tekst
"SOUL OF MY CAGE", s laænim zrcalnim
odrazom "CAGE OF MY SOUL", navodi na
latentan egzistencijalistiËki podtekst cjeline
umjetnikova stvaralaπtva. "Na taj naËin",
kako objaπnjava Antun MaraËiÊ u predgo-
voru kataloga izloæbe, "JuriÊ kanalizira naπu
percepciju naglaπavajuÊi odnos fiziËkog
tijela (u metafori kaveza), odnosno tijela
slike ili pak ljuπture galerijskog prostora
nasuprot onome πto ga Ëini æivim, odnosno
onome πto Ëini njegovu spiritualnost
(duπa)."7 U likovnom smislu, a posebno u
kontekstu odnosa kromatike i akromatike u




okomite trake u bojama - crvena, plava i
æuta. Tako simboliËki naznaËena boja
ostavlja moguÊnost zamiπljanja svojevrsnog
"koloriranog kaveza".
Duje JuriÊ i dalje je nastavio s istraæi-
vanjima slikarskih moguÊnosti u tumaËenju
prostora. U Galeriji Josip RaËiÊ 1999. go-
dine takoer je nastojao ispuniti Ëitave ga-
lerijske zidove. Osnovna je zamisao bila
oslikati ih mreæom prelomljenih, meandriË-
nih traka, koje dinamikom svojih prekla-
panja sugeriraju dojam teπko Ëitljiva labirin-
ta. Ista takva mreæa, s "oblicama" kao Ëvrs-
tim okomitim uporiπtem, pojavila bi se i na
platnima koje je umjetnik namjeravao po-
staviti na oslikane zidove i tako ih potpuno
uklopiti u cjelinu ambijenta. Ta igra prikri-
vanja nije mogla biti izvedena zbog loπeg
stanja zidne podloge pa su platna funkcio-
nirala zasebno kao produkt "prakse raster-
skog kodiranja" koju Zdenko Rus naziva
"estetikom gusto slikane geometrije".8
Uklapanje teksta u slike joπ je jedna od
poznatih JuriÊevih umjetniËkih strategija,
kojom naglaπava viπeslojnost znaËenja svo-
jih radova. Do tada najopseæniju uporabu
teksta predstavio je na izloæbi ciklusa Slika-
knjiga u Galeriji Beck 2000. godine. Na
raster vodoravnih i okomitih linija razliËite
debljine ispisuje rijeËi, a zatim ponavlja pos-
tupak do zasiÊenja, postiæuÊi snaæne di-
namiËke uËinke. Oni ovoga puta ne proiz-
laze iskljuËivo iz prepleta vodoravnih, oko-
mitih ili meandriËnih traka - geometrijske
mreæe koja svojim intenzivnim unutarnjim
ritmom generira optiËke efekte. Dojam
ship between the Internet, as the source of
electronic publication, and the printed
book, testifying to his wish to express his
attitudes with respect to important phe-
nomena of the present times.9
Objects have appeared in the opus of
Duje JuriÊ as the logical consequence of his
eternal longing to make a step out into
space. By repeating the painting procedures
with inscribed horizontal and vertical
stripes on glass cases, doors, and clothes,
the artist has literally turned paintings into
objects, thus expanding the possibilities of
application of the visual vocabulary he has
embraced to objects of everyday use. In this
way, he has "adopted" them, transforming
them into media that can carry personal
messages as well. Of special importance is
the cycle of fourteen painted suitcases,
made in 2002, which is symbolic in two
ways. First of all, it carries an existentialist
message - suitcase is a symbol of incessant
"travelling" and the impossibility of answer-
ing to one’s basic living and working de-
mands. However, suitcases certainly also
speak of personal bits and pieces that the
artist has gathered on the way - they are a
sort of collection of various artistic attitudes
and theories, of personalities and their
work, without which one’s own opus could
not be imagined. This is another reflection
of the "vertigo of eclecticism", which is a
notion of Baudrillard that Iva R. JankoviÊ
has applied to JuriÊ’s opus.10
It has already been said that JuriÊ’s
paintings are "pictures of space", since they
11
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contain in themselves complex spatial rela-
tions that we may refer to as "spaces of the
picture."11 In his project entitled Get inside
the Picture, realised in cooperation with the
Miroslav KraljeviÊ Gallery, JuriÊ used a
computer and a computer programmer in
order to enable himself and us to step
inside the picture and have an experience of
virtual walk through the manifold spatial
planes of his work.
JuriÊ created his first light environ-
ments for the large exhibitions of drawings
in 2001 and 2002, in Rijeka and Zagreb,
as his next step in space interpretation. A
similar work was made in Autumn 2002 for
a large retrospective exhibition at the
Gliptoteka of Croatian Academy of Sciences
and Arts in Zagreb. Using fluorescent
stripes and colours, as well as the so-called
black light, JuriÊ created spatial drawings
that actually redefined the space for which
they were constructed. Among others, he
was certainly inspired by the opus of Dan
Flavin, a classic of minimalism from the
1960s, whose installations with light
defined physical as well as perceptive para-
meters of the gallery space. Even when he
presented paintings done with the photo-
sensitive colour and exposed to "rays" of
black light (as he did last Autumn in the
KriæiÊ Roban Gallery), JuriÊ expanded the
painted area, thus redefining space and
encouraging the spectator to move and take
part in his intriguing optical game.
At the end of this concise overview of
the crucial moments in the opus of Duje
JuriÊ (a more detailed analysis of his work
and all his exhibitions would require an
extensive monograph), I will conclude by
proposing an answer to the following ques-
tion: can we recognise his paintings, paint-
ings-installations, paintings-objects, paint-
ings-books, mobiles, mobiles-paintings,
ambiences, light environments, actions,
and objects as works of a continuator of the
"second line", the complex system of artis-
tic attitudes that marked the Croatian art of
the twentieth century, the beginnings of
which we can observe in the work of Josip
Seissel and the Zenit circle?12 If we under-
stand the "second line" as the "continuous
current, in whose birth and life members of
several artistic generations have incorporat-
ed their energies,"13 to use the words of
Jeπa Denegri, and if we take into account
that it was an expression of the "spirit of the
place" in which it came into existence,14 we
are approaching a positive answer to the
vrtoglavice dodatno je pojaËan mnoæinom
rijeËi - istrgnutih iz reËenice i svakoga kon-
teksta, a prepisanih iz podjedinih odabranih
i vaænih mu knjiga - koje bez ikakvoga
meuodnosa teku u razliËitim smjerovima i
mnogostrukim slojevima. JuriÊeve Slike-
knjige, prema tumaËenju Ivice Æupana,
vizualiziraju umjetnikov doæivljaj odnosa
interneta, kao izvora elektroniËkog naklad-
niπtva, i tiskane knjige, svjedoËeÊi o njego-
voj æelji za stvaranjem stavova o vaænim
fenomenima danaπnjice.9
Objekti su se u opusu Duje JuriÊa po-
javili kao logiËna posljedica stalne teænje za
iskorakom u prostor. PonavljajuÊi slikarske
postupke s ispisanim vodoravnim i okomi-
tim trakama na vitrinama, vratima i odjeÊi,
umjetnik doslovno pretvara slike u objekte i
tako proπiruje moguÊnost primjene usvo-
jenoga likovnog vokabulara na svakodnevne
predmete. On ih je na taj naËin "posvojio",
pretvorivπi ih u medije kojima se mogu
prenijeti i posve osobne poruke. Posebno je
vaæan ciklus od Ëetrnaest oslikanih putniË-
kih kovËega, nastao 2002. godine, koji u
sebi sadræi dvostruku simboliku. Tu je po-
najprije prisutna egzistencijalna poruka -
kovËeg kao simbol stalnoga "putovanja" i
nemoguÊnosti rjeπavanja osnovnih pros-
tornih stambenih i radnih potreba. Meu-
tim, kovËezi svakako govore i o osobnoj
umjetniËkoj popudbini - svojevrsnoj zbirci
razliËitih umjetniËkih stavova i teorija,
osobnosti i njihovih radova, bez kojih nije
moguÊe zamisliti vlastito djelo. To je joπ
jedan odraz "eklektiËke vrtoglavice" - Bau-
drillardova pojma, koji Iva R. JankoviÊ pri-
mjenjuje u kontekstu JuriÊeva opusa.10
VeÊ je reËeno da su slike ovoga umjet-
nika "slike prostora", a u njima samima
kriju se sloæeni prostorni odnosi koje moæe-
mo nazvati "prostorima slike." 11 U projektu
Get inside the Picture, realiziranom u su-
radnji s Galerijom Miroslav KraljeviÊ, JuriÊ
sebi i nama, uz pomoÊ raËunala i raËunal-
nog programera, omoguÊuje ulazak u sliku i
doæivljaj virtualne πetnje mnogostrukim
prostornim planovima vlastita djela.
Prve svjetlosne ambijente, kao sljedeÊi
korak u tumaËenju prostora, JuriÊ je izveo
za velike izloæbe crteæa 2001. i 2002. go-
dine u Rijeci i Zagrebu. Takav ambijent
oblikovao je i ujesen 2002. godine za veliku
retrospektivnu izloæbu u zagrebaËkoj Glip-
toteci Hrvatske akademije znanosti i umjet-
nosti. SluæeÊi se fluorescentnim trakama i
bojama te tzv. crnim svjetlom, on izrauje
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koji su konstruirani. Pritom mu je kao jedan
od poticaja zasigurno posluæio i opus Dana
Flavina, klasika minimalizma πezdesetih
godina dvadesetog stoljeÊa, Ëije su insta-
lacije s fluorescentnim svjetlima odreivale
fiziËke, ali i percepcijske parametre galerij-
skog prostora. »ak i kada predstavlja slike
naslikane svjetlosno osjetljivom bojom te ih
izlaæe "zrakama" crnoga svjetla (kao πto je
uËinio proπle jeseni u Galeriji KriæiÊ Roban),
oslikano se polje πiri, odreujuÊi prostor i
potiËuÊi posjetitelja da se svojim kretanjem
ukljuËi u zanimljivu optiËku igru.
Na kraju ovoga saæetog pregleda
kljuËnih trenutaka opusa Duje JuriÊa (za
detaljniju analizu cjelokupna opusa i svih
izloæbenih predstavljanja nametnula bi se
potreba pisanja opseæne monografije),
umjesto zakljuËka ponudit Êu odgovor na
sljedeÊe pitanje: moæemo li njegove slike,
slike-instalacije, slike-objekte, slike-knjige,
mobile, mobile-slike, ambijente, svjetlosne
ambijente, akcije i objekte prepoznati kao
djela nastavljaËa "druge linije", komplek-
snoga sustava umjetniËkih stavova koji su
obiljeæili hrvatsku umjetnost dvadesetog
stoljeÊa, a Ëije poËetke prepoznajemo u dje-
lu Josipa Seissela i krugu oko Zenita?12
Shvatimo li "drugu liniju" kao "kontinuirani
tok u Ëije nastajanje i trajanje ugrauju svo-
je energije pripadnici niza umjetniËkih
naraπtaja",13 kako to tumaËi Jeπa Denegri, i
uzmemo li u obzir da je ona predstavljala
jedan od izraza "duha mjesta" u kojemu je
nastala,14 bliæimo se pozitivnom odgovoru
na postavljeno pitanje: Duje JuriÊ jest -
ponovimo tvrdnju s poËetka ovoga teksta -
umjetnik s oblikovanom svijeπÊu o vremenu
i mjestu svoga djelovanja. Prisjetimo li se
πto za njega znaËe EXAT i Nove tendencije,
znademo li njegove poËetne enformelistiËke
pokuπaje i povremena raËunanja na "energi-
ju praznog platna" te djelovanje akromije ili
monokromije, Duju JuriÊa sa sigurnoπÊu
moæemo pribrojiti onoj grupi umjetnika koja
"drugu liniju" nastavlja i neumorno interpre-
tira, suvereno prenoseÊi njezine temeljne
umjetniËke postulate u novo tisuÊljeÊe. t
mentioned question: Duje JuriÊ is - let us
repeat the statement from the beginning of
this text - an artist with an acute awareness
of the time and place of his activity. If we
keep in mind the importance of EXAT and
the New Tendencies for his work, if we
recall his initial informel art endeavours and
occasional counting upon the "energy of an
empty canvas," as well as the impact of
non-chromatic or monochromatic painting,
we can positively classify Duje JuriÊ among
those artists that continue and tirelessly
reinterpret the "second line", confidently
carrying its fundamental artistic postulates
on into the new millennium. l
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